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I Introduction
I believe that modern cultural anthropologists working for universities have an obligation to 
apply cultural anthropology’s knowledge in a way that serves public.  My particular academic interest 
in this article is exploring this obligation from the perspective afforded by public anthropology.  In this 
article, I describe a community vitalization project I designed that involved a dancehall singer and 
students1.  In this project, I tried to use my knowledge of public anthropological practice.  The aim of 
this article is to report the results of our song and video-making project to date, and consider the proj-
ect’s significance. 
The article is structured as follows.  In section II, I provide the theoretical background for this 
project, which centered the view of local culture evident in Japanese cultural policies and dancehall. 
In section III, I describe followed to create and produce a song “Chikugo-no-wa,” and its accompany-
ing music video.  In section IV, I describe how listeners responded to our work.  In section V, my dis-
cussion leads to certain conclusions, based on the perspectives of community vitalization and 
dancehall.  The data used in this article was gathered from August 2016 to October 2017. 
II  Theoretical background and strategy of the project
The Ministry of Education, Culture, Sports, Science and Technology (MEXT) stipulates that 
universities are expected to contribute to local development by collaborating with local public bodies 
and companies, with the objective of addressing various problems, and providing an education based 
on local needs.  “The Center of the Community” (COC) program and the “Brush up Programs for the 
Professional” are examples of programs MEXT has asked universities to implement.  It is well known 
that universities need to satisfy this requirement to survive and they are responding by enriching 
１	 Dancehall originated as part of Japan’s popular music culture in the late 1970s.  Initially, the singers (deejays) 
accompanied (“toast”) records played by a DJ with vocals, but in the mid-1980s, they began singing along with 
digitalized tracks (riddim).  Soon, dancehall was introduced to Japan, and Japanese dancehall singers appeared. 
Reggae had also been introduced to Japan in the late 1970s, and by mid-1980s, dancehall began to dominate the 
Japanese reggae scene.  Around 1990, a young “sound” and young vocalists (singers, deejays) moved to New York 
and Jamaica to acquire the skills and learn about the culture of dancehall.
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local-related educational programs, and are restructuring their faculties and departments to meet 
these expectations.  In 2016, five national universities opened new faculties whose cores are commu-
nity vitalization.  On the other hand, many people with background in cultural anthropology seem to 
be uncomfortable at being caught up in this trend and being required to change.
The major reason of this discomfort is that cultural anthropology and cultural policies have differ-
ent perspective on culture and local development.  Okada [2009] pointed out two reasons for this 
disconnect in a feature articles entitled “Cultural Anthropology in the Era of Regional Alliances,” in 
the Japanese Journal of Cultural Anthropology.  The first reason is that cultural anthropologists have 
never had methodological discussions that focused on Japanese society as a whole, or on local societ-
ies, and the ideal ways of approaching them.  To be specific, there is no way of utilizing research find-
ings, because there is no body of Japan’s administrative system and political processes that represents 
political culture.  The second reason relates to the concept of culture in modern Japan.  According to 
Okada, in modern Japan, and especially in its local societies, the concept of culture is based on a per-
spective that is different from the perspective that underpins cultural anthropology.  In other words, a 
general understanding of culture highlights its political and economic aspects, and this broad under-
standing has sometimes made it difficult to match local groups and local people’s need with cultural 
anthropologists’ social contribution [Okada 2009: 243].  Regarding the first reason, some cultural 
anthropologists - like Yamashita, who published a book on public anthropology [Yamashita 2014] – 
have begun to think of the possible contribution this field could make to society2.  This article is, to 
some extent, a report on public anthropological practice as it concerns the concept of culture in 
modern Japan.
To begin, what is the common understanding of culture in modern Japan? Folklorist Nakamura 
describes this common understanding as a “narrow concept of culture.”  According to him, the 
meaning of culture in Japan includes limited number of objects, or in other words, lacks balance; 
culture may represent highly sophisticated art that has both material and economic properties, or, for 
many students, culture is something very old and traditional [Nakamura 2007: 3-4].  If so, how has this 
dominant view of culture – describes as a “narrow concept of culture”- developed?  This narrow 
concept of culture has resulted from a history of denying local cultures.  To be more specific, cultural 
policies implemented since the 1900s such as the “improving rural campaign,” the “fostering national 
strength campaign,” and the “improving life campaign” have been destroying “original” local cultures. 
Nakamura calls this process cultural “ground leveling” [Nakamura 2007: 7-11].  Okada states that 
since 1980s, there has been a process of restructuring fragmented cultures on “leveled ground,” and 
the local family and social systems and customs of each locale have been located in the context of 
nation-state as “traditions,” or in the context of a market economy, as “cultural resources” [Okada 
2009: 259].
As part of this ongoing process, local cultures have been nationalized as the “common property 
of the nation” and local people have been given a role of “preserving” or “succeeding” culture as a 
２	 Cultural anthropologists’ negligible contribution to the social situation is indicative of cultural anthropology’s own 
weak presence.  As former president of American Anthropologist Association James Peacock commented, “public 
or perish” anthropologists worry about its weak presence [Peacock 1998; Yamashita 2014: i].
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duty to society [Nakamura 2007: 15].  As a result, the local cultures that have been restructured 
through this process are now regarded as natural cultures.  For this reason, the more cultural anthro-
pologists try to understand local people and try to contribute to local societies, the more they are 
asked to move away from cultural anthropologists’ debates about culture, and instead help restructur-
ing the “local cultures” that have been constructed by outsiders [Okada 2009: 259].
Local people share this view of local culture.  This means that local cultures have the power to 
unite people.  Teraoka - who has studied local promotion for development and community vitalization 
from the viewpoint of local resources and local representation – says that local representation is a so 
called an alternative communal norm of modern times, and provides an alternative sense of being 
together that can encourage people to interact and cooperate [Teraoka 2007: 108-109].  Teraoka 
regard this type of representation as positive.  However, it seems to assume the homogeneity of 
people and this is the problem.  Using a term of Gilroy [1998] in his book, Japan’s cultural policy tends 
to disregard people’s and cultures’ routes/roots.  Its simple and violent view of local culture needs to 
be modified.  One possible countermove to this problem is to represent local cultures without disre-
garding the diversity that characterizes local people and cultures, and their different routes/roots.
I decided to tackle with this problem as a cultural anthropologist, by creating a dancehall song and 
an accompanying video.  The reason for composing a song was that a song has the potential to refresh 
locals’ traditional views with words.  The reason for making a video was that since the 2010s, it has 
been common for local Japanese bodies to create videos that focus on locals, but the Chikugo region 
does not have many videos.  I thought that a video would be a good tool for expressing local represen-
tation, and that it would attract people’s attention.  In addition, dancehall, which has no direct connec-
tion with the Chikugo region, could relativize the general view of local culture.
Rap music and dancehall have been accepted in Japan as black music3.  To understand the process 
by which dancehall was accepted in Japan, it is important to consider how rap music has been accepted 
since the 1980s, because rap and dancehall practitioners have been referring to each other4.  During 
their introduction and localization, attachment to Japan and specific regions was evoked and incorpo-
rate into Japanese rap and dancehall.  In Jamaica, where dancehall originated, dancehall represents a 
nationalistic model of Jamaican people that Thomas [2004] called “modern blackness” in the late 
３	 Previous studies have mainly analyzed the localization of these two genres from the perspective of cultural global-
ization.  Ian Condry [2006] and Marvin Sterling [2010] argued from the viewpoints of race, gender, and industry.
４	 Kimoto identified two localizing processes.  The first one was the process of making rap a part of the Japanese music 
scene and “Japanizing” it.  The second and subsequent process moved toward localization.  Kimoto indicates that 
there is a desire for localization that strongly connects with the affection for one’s locality, which is characteristic of 
rap music.  Japanese rap practitioners have pursued a Japanese sound when producing tracks, expressing their 
representativeness by applying Japanese language and meanings to their practices in Japanese Society [Kimoto 
2009: 50-51].  Since the mid-1990s, musicians have often represented their birthplaces and hometowns through 
their works [ibid: 60].  According to Kimoto, practices led by the desire for localization show that they are not 
mimicking American rap [ibid: 66-67].  The second process proceeded after the late 1990s.  The circulation of rap 
increased, and recording conditions improved.  The desire for localization weakened [ibid: 69].  Kimoto has 
referred to the process of emerging rap music as a self-restraining characteristic of Japanese rap music enthusiasts 
who are free from the desire for localization.  This type of rap music does not reflect an orientation to pursue 
Japanese-ness; in fact, it has been ambivalent toward the notion of ‘home.’  Thus, a clear differentiation exists 




1990s, and Japanese dancehall sometimes also represents nationalistic or regionalized models of 
people.  In other words, dancehall tends to convey an essential and exclusive view of people and cul-
tures.  Suzuki states that positive views of Japan depict samurai and images of high-tech Japan, which 
infers that Japan has been developed by its science and technology [Suzuki 2008: 140].  As is often the 
case with rap, and especially so in local areas, it is very important to mention that Japanese dancehall 
shows a strong attachment to dialects, relative to the relationship between standard English and 
Patwa (Patois)5.  However, this does not mean that dancehall encourages local cultures to confront 
national values.  The truth is, as Suzuki noted, that Japanese dancehall practices that portray pride in 
and attachment to local cultures do not predetermine how they will express relationships between 
local spaces and national space [Suzuki 2008: 146].  Neither does this infer that there are many active 
debates in dancehall on ideal local images and national images.  Accordingly, most dancehall songs 
convey typical images of local cultures that are easily subordinated to national images, and they 
encourage local people to understand local cultures as the “common property of the nation.”  As far as 
I know, most dancehall songs that mention local pride and attachment do not pay much attention to 
people and cultures’ diverse routes/roots.  As part of a recent trend in dancehall in Japan, because it is 
difficult for musicians to keep performing in rural areas that do not have a dancehall scene, some 
singers and deejays are creating songs about local cultures not only for dancehall fans, but also for the 
local people. 
I have written an article about the activity of Sing J Roy, who was born and raised in Fukui 
Prefecture in Hokuriku district [Kamimoto 2014]6.  Since 2009, he has been producing songs about 
local specialties and dialects, mainly in educational institutions7.  As of 2013, when I observed the 
process of producing the “Treasures of Wakasa” in Obama city, Sing J Roy’s standard technique for 
building local representations in the form of songs with local people was to act as an outsider, and to 
encourage them to describe the area.  Most of his clients are people working for local communities 
５	 Local-based sounds supported the dancehall boom in Japan in the 1990s [Suzuki 2008: 139].  As a result, large 
dancehall scenes emerged in Tokyo, Yokohama, and Osaka. Each scene incorporated aspects of other locales, but 
each also pursued originality.  The birthplaces or hometowns of performers were listed on flyers of musical events 
next to their names.  I would like to mention three main factors that led to the dancehall boom in Japan.  First, 
Yokohama-based Mighty Crown won a sound clash in 1999 in New York.  Second, Junko won Dancehall Queen 
Contest in Montego Bay in 2002. Third, Miki Dozan’s “Lifetime Respect” sold more than 900,000 copies.  This is 
how Japan’s dancehall boom transpired in the early 2000s, following the Japanese rap boom.
６	 He was born in 1974 and is one of the most active dancehall singers in the Hokuriku region.  He is also a member 
of Danne the Records, led by Fukui-based reggae musicians.  “Danne the” is taken from the Fukui dialect’s danne-
za, which means “all right” and “no problem.”  Sing J Roy started his musical career by joining a veteran roots 
reggae band, Zion High Playaz, as a chorus member in 1996.  Zion High Playaz is one of the oldest reggae bands in 
Japan, with its origin in the mid-1980s.  The group continues to have considerable influence on reggae and dancehall 
scenes. After joining the band, Sing J Roy moved to Nagoya and Tokyo to chase the dream of musical success.  After 
that, he returned to Fukui to “big up [the] local reggae scene” in 2002.  Supported by Sunset the Platinum Sound, 
he released his first original album Dee Jay Daddy in 2007.  He has explained to me that his strong attachment to 
local culture is deeply connected to his attachment to the Rastafarian culture that he learned about in Jamaican and 
Japan.
７	 An important event for Sing J Roy’s career occurred in 2009.  Space Shower TV (a music channel) was searching 
for local talent to write songs with local people.  Sing J Roy was selected for the channel’s Fukui Prefecture version, 
and he wrote a song with elementary school students.  He continued working on this project as a volunteer after the 
initial venture, and as of August 2017, he had visited 54 schools within and outside the Fukui Prefecture. 
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and his songs are likely to satisfy MEXT’s requirements for community vitalization.  His songs tend 
to express local cultures after “rolled” as “common property of the nation,” with frequent references 
to tourist spots, specialties, and dialects. 
Since 2013, Sing J Roy and I have been keeping in touch each other and I came to think we could 
collaborate.  Consequently, I decided to produce a song and video to relativize the general view of local 
culture by modifying Sing J Roy’s production style in the context of community vitalization, as a public 
anthropological practice. 
III Chikugo region, Kurume city, and the production process
I begin this section by describing the Chikugo region and Kurume city.  Then, I describe how we 
produced the song titled “Chikugo-no-wa,” and its accompanying music video. 
Chikugo region and Kurume city
6 




The song is based on the Chikugo region.  The Fukuoka prefecture has 35.3 % of the Kyushu 
district’s population.  Fukuoka prefecture is divided into four regions: Fukuoka, Kitakyushu, Chikugo, 
and Chikuho.  As of 2016, 2,592,000 (50.8 %) people live in the Fukuoka region, 1,282,000 (25.1 %) 
people live in the Kitakyushu region, 813,000 (15.9%) lived in the Chikugo region, and 417,000 (8.2%) 
lived in the Chikuho region [Fukuoka Prefecture Planning and Regional Development Division 2016]. 
The Chikugo River – with a catchment area of  28,600,000km2 – runs through the Chikugo region to 
Ariake Sea.  As of January 1, 2017, Kurume city’s population was 306,800, which made it the third 
largest population in Fukuoka prefecture and the eights largest in the Kyushu district.  From October 
2010 to October 2015, the Chikugo region’s population decreased 21,000.  Every year, 11,000 to 
12,000 people migrate in and out of Kurume city, so there is an active flow of people.  In addition, as of 
December 31, 2016, 3,375 foreigners (2,385 households) lived in Kurume city.  There is only univer-
sity in the Chikugo region, the Kurume University where I work. 
Preparation
Sing J Roy and I discussed the production schedule and the methods we would use in August 
2016.  We agreed that we would create lyrics on October 24 and 25, and release a CD by the end of 
2016.  Further, we would produce a music video by the end of January 2017.  We asked Takuchaman, 
6 
Figure 2 Map of Fukuoka Prefecture
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who is Sing J Roy’s acquaintance, to produce the track for the song, and fine artist Tomoyuki 
Nakashima to illustrate the CD jacket.  The students would be responsible for writing most of the 
lyrics, and participate in shooting the video.  Additionally, this project was not conducted in collabora-
tion with the university’s local liaison center, nor was it offered as a course under intercultural studies, 
of which department I am a staff member.  Instead, we decided to conduct the project as a volunteer 
activity.  We expected that this project would (re)vitalize the community of people living in the 
Chikugo region, and offer students and local people a new perspective on the local culture. 
The first step of this project was recruiting students.  Two students and I first had discussions in 
early September.  I had observed the whole production process for a song and video called “Treasures 
of Wakasa,” and during our meeting, I played the video, to let the students think about the image of 
the song we were going to make, and to confirm the schedule.  I also asked them to recruit other stu-
dents.  We named our project and group ckgz (pronounced chikugos, which meant the Chikugo people) 
using letters, and not in kanji (so-called Chinese characters), but mixed with English, to set it apart 
from traditional and typical images of the Chikugo region.  We created a Twitter account (@
ChikugozCkgz) on the same day.
Having begun the second semester, two students and I recruited participants before and after 
class.  In the middle of September, eight students met for the first time.  We had our second meeting 
at the end of September.  Nakashima attended that meeting too.  During that meeting, we talked about 
the CD jacket design, and students’ roles in creating the song.  Nakashima, first explained his idea of 
skewering specialties of Chikugo, such as the traditional grilled chicken (yakitori) that Kurume is 
famous for, and asked participants to think of their favorite ingredients until the middle of November. 
I found that most students were not from the Chikugo region, and that they did not know much about 
this region.  This meant that they needed more information about Chikugo to write lyrics.  I listed 
some preparatory steps that would let them identify things that seemed to represent local charms, and 
were even an integral part of people’s lifestyles, even if they did not provide “traditional” content for 
the song.  I then asked them to describe the Chikugo region and Kurume city’s charms as they feel 
about them, and encourage them not to accept general descriptions of what people consider the tradi-
tional culture to be, or the singularity of local areas, uncritically. 
Fifteen participants met at the third meeting on October 5.  To gather the material that would be 
used to write the song, we divided the Chikugo region into three parts: the northern part (Asakura 
city, Asakura county, Ukiha city, and Ogori city), the central part (Kurume city and Mii county), and the 
southern part (Ohkawa city, Ohmuta city, Chikugo city, Miyama city, Yame city, Yame county, and 
Yanagawa city).  Each student took responsibility for one of the three parts.  After this meeting, stu-
dents searched the Internet and studied books, and traveled to their respective parts of the region 
independently, to collect content for the song and movie.  For example, the 
students responsible for the northern part visited the triple strand water-
wheel in Asakura city, a famous orchard in Ukiha city, and the Nyoirinji 
temple (commonly known as the frog temple).  Students responsible for 
the middle part went to the Bridgestone Corporation and Chikugo River in 
Kurume city, and the students responsible for the southern part visited 
8 




Ohmuta coral industry, the science museum in Ohmuta city, and the Mizuta Shrine (commonly known 
as the Love Tree Shrine) in Chikugo city. 
Producing and recording the lyrics
The song’s lyrics were written on October 24, in a Kurume University classroom.  Twenty par-
ticipants including three teachers attended.  Sing J Roy and I chose to use the brainstorming method 
to create the lyrics.  Using a chalkboard at the front of the classroom, each participant wrote down 
words that described the local specialties and the dialect they wanted to include in the song.  Sing J 
Roy sometimes questioned the participants as an outsider of the Chikugo region and they wrote lyrics 
together.  Many parts of these lyrics use the Chikugo dialect, and local specialties such as yakitori, 
ramen in pork bone soup.  Of course, not all the words written on the chalkboard were used, because 
we had to harmonize all the words we used as one song.  Some interesting facts about the participants 
were discovered during the process.  For example, one dialect many students thought of as a Chikugo 
dialect was from aother area of Fukuoka prefecture, and a student from Kurume city did not know an 
old, but typical, Chikugo dialect. 
On the afternoon of October 25, ten students and I recorded the chorus.  Then, Sing J Roy, five 
students, and I discussed the final part that would summarize the song’s core message.  We agreed 
that the core message would be, “Chikugo can be a center of the world as other regions,” and gave the 
song the title “Chikugo-no-wa (circle of Chikugo)”.  The song was recorded in Nagasaki city – which 
is on close terms with Sing J Roy - on October 27.
Chikugo-no-wa lyrics
*We are proud of being ckgz
In a man courage, in a woman charm
What’s going on?
The word Kurume reminds us yakitori and townscape suits kasuri clothing8.
Let’s open the shutters of Ichibangai Street
After we grown up, we will go to Bunkagai Street for adults
Canola flowers on Chikugo River side in the spring, Chikugo River Fireworks in the summer,
Dating by Cosmos Road in the autumn, the best season for stall shops is the winter
Bridgestone’s tire is strong
Recent Moonstar shoes are stylish
Both cutting edge Kyushu Shinkansen and old-fashioned diesel locomotive stop Kurume station
Pork bone soup with very firm ramen noodle
Mohegan, Cannon, Dragon’s house are the best ramen shops in our city
But don’t forget Nanking-senryo where ramen pork bone soup was invented
８	 Kasuri is traditional indigo dyed clothing.  Kurume is one of three main kasuri production areas in Japan.	
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*repeat
 Tanushimaru, Ukiha, Asakura, Kurume, Johjima, Ohkawa, Yame, Miyama, Hoshino, Ohmuta, 
Yanagawa
Every place is peaceful
 Kichise Michiko is from Haki, Kotoshougiku is from Yanagawa, and Kuroki Hitomi is from 
Kurogi9
There is a baseball park for the Softbank Hawks minor league
Ohmuta’s Daijayama and Yanagawa’s Sagemon Festival
We have Genghis Khan in Cosmos Festival
Sekijin Festival in Hirokawa10
The principal is gloomy, and going out in the rain is nasty
But it’s no use complaining
We must tackle with any problems and troubles11
*repeat
We came from various places
We came to love this place before we were aware of it
We were into the big circle of Chikugo before we realized it
Various opportunities like school, bus, and part time jobs made us connected to each other
Chikugo is one of the centers of the world 
Our circle is spreading and connecting each other
CD jacket and distribution
Nakashima finished the illustration for the CD jacket on November 15, and Yamamoto Eiko 
designed the total package.  Shinkansen wraped in Kasuri textile, a boat used to go down the river in 
Yanagawa, a tire, zeroesn12 in Tachiarai Peace Museum, the heart-shaped logo of the Love Tree Shrine, 
and Kurume ramen are all pierced by a bamboo skewer like placed on a white dish shaped like the 
Chikugo region.  The background behind the illustration is traditional paper from Yame city.  The song 
lyrics, the typical yakitori image, and the Chikugo River are illustrated on the back cover of the jacket. 
We undertook our project for non-profit purposes, but to promote our activity, we sold CDs at local CD 
shops and e-commerce site like Amazon. jp and Tower. jp.
９	 Kichise Michiko and Kuroki Hitomi are famous actresses.  Kotoshougiku is sumo wrestler and ozeki (2nd highest 
rank next to Yokozuna).
10	 The Daijayama, Sagemon Festival, and Sekijin Festival are famous local festivals.  Mongolian mutton barbecue is 
called Genghis Khan after the name of the Mongolian emperor of China in Japan.
11	 This phrase was originally spoken in the Kyushu dialect.  It was fashioned in the 2007 Miyazaki Prefectural gover-
nor election.






On October 25, we decided to upload the music video of “Chikugo-no-wa” on YouTube on January 
28, 2017.  Sing J Roy, some students, and I shot the video from January 6 to 9.  The students called 
some places such as Japan Railway Company Kyushu branch and ramen shops that were included in 
the song’s lyrics to ask for permission to shoot the video.  We went to the Kurume City Promotion 
Division on January 5 to borrow a costume of Kuruppa – Kurume city’s mascot13.  Because Kurume 
city is promoting the equality of both sexes, Kurume City Promotion Divisional staff told us not to use 
Kuruppa on the chorus part, since the verse seems to reinforce traditional gender roles. 
We finished shooting the video at the university on January 6, and from January 7 to 9, we went 
many places.  January 7, 2017 was a Coming of Age Day so we went to Mii school district community 
center, to shoot videos of new adults in traditional Japanese Kimono costumes.  On January 8, we trav-
eled outside Kurume city to places such as Yame city and Kitano town.  On January 9, the final day, we 
shot videos of students wearing modernized Kurume Kasuri-made clothing on Ichibangai Street near 
the city center.  We uploaded the music video of “Chikugo-no-wa” to YouTube on January 28.
IV Reactions to the song and video
In this section, I will describe how “Chikugo-no-wa” was received in the media, at Kurume 
University, and by the Anthropologists’ Association in Kyushu area.
Reaction of the local media
In relation to this project, I had issued a press release from the university, and contacted mainly 
locally based media.  As a result, we were invited to appear on four radio programs to talk about the 
project.  Apart from these interviews, six newspaper articles and one TV news program had men-
tioned our project by April 2017.  The radio stations on which we were interviewed were Kurume city 
based Dreams FM (December 28; two students and I), Fukuoka city based Love FM (January 7; Sing 
J Roy, two students, and I), Fukuoka city based KBC radio (January 11; just me), Ohmuta city based 
FM Tanto (April 10; one students and I).  In every program, the song was accepted as a song that 
promoted community vitalization, and radio personalities noted with joy and surprise that two of the 
students who participated were from Okinawa Island, which is about 600 miles from Fukuoka.  In addi-
10 10 
Figure 4 Front cover Figure 5 Back cover
13	 The term Kuruppa is made up of Kurume and kappa.  Kappa is an imaginary creature in Japanese folk tales living by 
rivers.  Tanushimaru town in Kurume city is famous for the kappa legend.
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tion, the program we appeared on Love FM, as part of a reggae program.
Newspaper articles about the song are “Reggae taking roots in local areas: Sing J Roy made 
‘Kurume version’” (Daily Fukui Prefecture Resident, January 3), “Learning current Chikugo by song-
making: Kurume University students released CD and ask us to be ‘fans of Chikugo’” (The Mainichi 
Chikugo edition, January 7), “Singing charms of Chikugo in a reggae song: Kurume University stu-
dents collaborated with a singer” (The Asahi Shimbun Fukuoka edition; January 11), “ Singing about 
treasures of Chikugo; Kurume University students collaborated with a singer” (The Asahi Shimbun 
Chikugo edition; January 14), “Charms of Chikugo with reggae: Sing J Roy in Fukui prefecture” (Fukui 
Shimbun; January 20), and “Music video of ‘Chikugo-no-wa’ that Kurume University students wrote 
the lyrics are finished: shot at the university and urban district” (The Mainichi Chikugo edition; March 
6).  Some students and I were interviewed except by Fukui based newspapers.  In these interviews, 
the reporters asked about the students’ hometowns, and their responses were included in the articles 
about Kurume city in Fukuoka prefecture, Kumamoto city in Kumamoto prefecture, and Nago city in 
Okinawa prefecture.  The news program “Look up Fukuoka” (TVQ; January 31), broadcast the scene 
that captured us shooting on Ichinbangai Street, and interviews with Sing J Roy, a student from 
Okinawa, and interview with me appeared in the corner entitled “power of town.” In this program, our 
project was introduced in the context of being a community vitalization activity.
Dreams FM played “Chikugo-no-wa” everyday in August 2017, because reggae and dancehall 
seem to suit summer in Japan.  In addition, as of August 31, “Chikugo-no-wa” on YouTube had been 
viewed 3488 times14.
Reactions in the University
The Kurume University website promoted this project many times, an information bulletin that 
described this project was distributed by the graduates’ association, and the project was promoted in 
a class in which one of the participants was a teaching assistant.  In addition, to collect the date I 
needed to make an oral presentation to the Kyushu Anthropologists’ Association, I explained the 
background for the project and the processes we used during my cultural anthropology class on July 
25. 
According to class comment sheets about this project, many students seemed to accept it posi-
tively.  Here are some examples of the viewpoints on community vitalization and the university’s 
contribution to local development: “I sympathized with the idea of the ckgz project that non-residents 
of the Chikugo region can promote Chikugo,” “I was not born and raised in Chikugo, but I want to do 
something to contribute to the local area like this project,” “I thought it is very wonderful that local 
people and people from other areas work for same goal.  Locals will vitalize if people who are 
14	  The record of viewer counts is as follows: 1000 (February 8), 1100 (no record), 1200 (February 15), 1300 
(February 20), 1400 (February 24), 1500 (March 2), 1600 (March 7), 1700 (March 9), 1800 (March 16), 1900 
(March 20), 2000 (March 25), 2100 (March 29), 2200 (April 7), 2300 (April 15), 2400 (May 4), 2500 (May 18), 
2600 (June 2), 2700 (June 13), 2800 (July 2), 2900 (July 23), 3000 (August 4), 3100 (August 10), 3200 (August 
16), 3300 (August 22), 3400 (August 26), 3500 (September 1), 3600 (September 15), 3700 (September 25), 3800 




representing the local area and other people know the locals and enjoy them.” The following are some 
examples of the comments from students who are from other areas: “I felt like having yakitori and 
ramen in Kurume, when I heard the song,” and “the song seems deeply rooted in the region and I am 
interested in Chikugo region.” There was a comment by one the students from the Chikugo region 
who wrote “I feel happy because I am from Chikugo city”.  Although I explained the cultural process 
of “ground leveling” in class, another comment we received was that “I thought I must protect local 
culture with pride”. 
Reaction of few anthropologists
I had the opportunity to talk about the project at Kyushu Anthropological Association at its July 
30 annual meeting.  Most participants are professors and graduate school students majoring in anthro-
pology.  Many questions were raised.  One of them was why I missed the gender-related matter com-
mented on by a staff of Kurume City Promotion Division.  In addition, other participants pointed out 
that our video is “too good,” in terms of creating a typical representation of Chikugo for people who 
are not living in Chikugo, and our video is strengthening the typical view of the Chikugo region. 
V Conclusions
The aim of this article was to report the result of our dancehall song and movie-making project to 
date, and examine what it means.  As I stated in section 2, my intention for making a song and a video 
was to refresh the traditional view of locals using words and images.  As a cultural anthropologist in 
Japan, I could not agree with the traditional view of locals, which had been shaped by Japanese cultural 
policies that promoted cultural “ground leveling,” because this has tended to disregard people and 
cultures’ routes/roots.  For this reason, I thought our ckgz project might offer an alternative perspec-
tive on what the concept of local encompasses, and perhaps one that is more generous than the tradi-
tional perspective. 
We succeeded in promoting “Chikugo-no-wa” as a local song, but as pointed out by participants 
of Kyushu Anthropological Association, this song may present a typical Chikugo image.  In other 
words, what “Chikugo-no-wa” represents does not go beyond the nationalized image of Chikugo as 
the “common property of the nation.” Therefore, in this section, I firstly consider the reason for this 
overlap, after which I will examine the meaning of this project. 
There are many reasons why the “Chikugo-no-wa” representation is typical.  The first is stu-
dents’ limited knowledge of Chikugo.  The second is the matter of the methods used to represent 
Chikugo in the song and the video.  I want to add that the limited number of patterns for representing 
Chikugo is also one cause of this problem.  The students reviewed the representative cultural essence 
of Chikugo, and they tended to be fascinated by the typical things and places that had been experi-
enced during cultural “ground leveling.” If our project had focused on urban areas, we could have 
selected cultural essences that only university could observe.  Another problem occurred when we 
wrote the song on October 24.  During that process, Sing J Roy acted as a facilitator, and emphasized 
that he is from another region.  He asked many questions, and asked for explanations about the things 
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and terms the students had chosen for the lyrics, but there is a possibility that this emphasis on his 
otherness accelerated writing simple lyrics that may be far from students’ real experiences and feel-
ings.  These factors indicate how difficult it is to create new regional representations when many 
people are involved.
Another aspect of “Chikugo-no-wa” is promoting community vitalization.  For example, the 
Chikugo region’s depopulation and rapidly aging population are widely acknowledged problems. 
However, our project is not a problem-solving activity such as one that might reorganize a local com-
munity and promote the regrowth of a traditional industry.  Accordingly, it is difficult to set objective 
goals, and I never thought of doing so. 
Before I began this project, I felt uncomfortable with the homogenized image of local cultures and 
people created by Japan’s cultural policies.  However, in the process of making and promoting our 
song, I could draw attention to the variety of people living in this area by emphasizing the fact that 
students from many places are representing Chikugo and Kurume.  This project did not mention or 
reveal the artificialness of local cultures after cultural “ground leveling”.  However, it did reveal that 
“preserving” and “succeeding” such local cultures is neither a duty nor a privilege of local people.  In 
doing so, this project suggested the possibility of a flexible relationship between local cultures and 
people living in and outside the local area. 
What kind of dancehall song is “Chikugo-no-wa”? My answer is that this song is a localized 
dancehall song, and just a local song about Chikugo and Kurume.  The fact that this song was played 
every day on Dreams FM in Kurume city in August 2017, and is being played at reggae channel of 
Love FM in Fukuoka city, supports my idea.  “Chikugo-no-wa” connects dancehall music fans and 
people who are not interested in dancehall in the imaginary space of “Chikugo.”  The fact that this 
song was written by various people, including a dancehall singer who is from Fukui prefecture illus-
trates the hybridity of local places, and questions how pride and attachment are generally conveyed in 
dancehall. 
Finally, I would like to provide context for the university’s contribution to local development. 
Most ckgz project participants were not from Chikugo region, but the number of students that typi-
cally remain in Chikugo and Kurume after graduation is small, even if they are from this region. 
Considering this fact, enabling these students to become fans of the Chikugo region and Kurume city 
must be regarded as an exemplary model of a university’s contribution to local development. 
Works Cited
Condry, Ian. Hip-Hop Japan: Rap and the Paths of Cultural Globalization, NC: Duke University Press, 
2006.
Fukuoka Prefecture Planning and Regional Development Division, ‘Overview of Prefectural 
Administration as of 2016’ Fukuoka Prefecture, 2016
（福岡県企画・地域振興部総合政策課編『平成28年度県政概要』、福岡県、2016。）
Jun Nakamura, “Under the Name of Culture: Two Problems on Japanese Local Society,” In Recycling 






Hiroki Okada, “Anthropology ‘in One’s Hometown (Native Place)’: Problems of a Japanese
Anthropologist in Making Contribution to Local Society”, BUNKAJINRUIGAKU 72 (September 
2009): 241-268.
　　（岡田浩樹「人類学 “at home town” ―地域社会への貢献をめぐる日本の人類学の諸問題」
『文化人類学』72(2)：241-268、2009。）
Peacock, James, “Public or Perish?” A paper presented at the session, “Defining a Public Interest 
Anthropology,” at the 97th Annual Meeting of American Anthropological Association, December 
2-6, 1998, Philadelphia.
Reiichi Kimoto, Globalization and Music Culture: Japanese Rap Music, Tokyo: Keisoshobo, 2009.
　　（木本玲一『グローバリゼーションと音楽文化―日本のラップ・ミュージック』勁草書
房、2009。）
Shinichiro Suzuki, “Various Aspects of Represent: Pride and Attachment to Places of Reggae,” In 
Living Toyotism: Cultural Studies from Nagoya, edited by Kaori Tsurumoto, Tetsuro Nishiyama, 




Shingo Teraoka, “A Study of Community Revitalization: from a Perspective of ‘Representation’”, 
Annual Report on Research and Education of Faculty of Letters 4 (March 2007): 105-113.
　　（寺岡伸吾「地域振興に関する一考察－表象への視点」『奈良女子大学文学部研究教育年報』
4:	105-113、2007。）
Shuji Kamimoto, “Using Dancehall as a Trigger for Empowering Local Residents: A Case Study of 
‘Treasures of Wakasa’”, Popular Music Studies 18 (December 2014): 3-17. 
　　（神本秀爾「地方で根付くダンスホール・レゲエ―まちづくりに向けて制作された『ワ
カサノタカラ』の事例」『ポピュラー音楽研究』18:	3-17、2014。）
Shinji Yamashita, Public Anthropology, Tokyo: University of Tokyo Press, 2014.
（山下晋二『公共人類学』、東京大学出版会、2014。）
Sterling, Marvin. Babylon East: Performing, Dancehall, Roots Reggae, and Rastafari in Japan, NC: Duke 
University Press, 2010.
Online data
City of Kurume, “Statistics 2016 City of Kurume,” City of Kurume, https://www.city.kurume.fukuoka.
jp/1080shisei/2010shoukai/3040toukei/4060toukeisho/3020ccha02.html. 
（久留米市『久留米市統計書平成28年度版』、久留米市、2017。）
41
